This article explores the impact of the guidebook, especially the Baedeker series, on modernist literary culture. It argues that the guidebook is a literary phenomenon in its own right and that, as such, it attracts special attention from those engaged in defending and/or extending the category of literature as part of a modernist agenda. In particular, modernist writers are concerned as to In conclusion, it finds that the guidebook in modernism is very rarely just that.
the guidebook often functions as a badge marking the tourist as distinct from the traveller, or, if given more particular consideration, it becomes the textual equivalent of the tourist's own supposed failings, manifesting in written form the same tendency to surface-skim, to rush too quickly from one sight to another and to accept without question the received-view of a place.
In this article, I consider the guidebook in its own right as a literary phenomenon that, as such, attracts special attention from those engaged in preserving and/or extending the category of literature as part of a modernist agenda. By this, I mean the project loosely identified by Lawrence Rainey, Lois Cucullu, Gail Macdonald, Rod Rosenquist and others as the "institutionalisation of modernism" (Rainey 1998; Cucullu 2004; McDonald 1993; Rosenquist 2009 )-the attempt, on behalf of a select group of writers, to consolidate and to market particular texts as "the voice of a 'movement' of our modern experiment since 1900" (Pound as quoted in Rainey 2005, 76) . As Lois Cucullu points out, such efforts are entirely consonant with a general move towards specialisation in the early twentieth century: "modernists obey the same cultural logic as do experts of disciplines that systematically professionalise themselves. And modernists do so in order to guarantee their truthtelling office as an autonomous and indispensible domain of modern culture" (2004, 35) . It is now widely accepted that this logic does not always hold up against the facts of modernist production and dissemination; modernists had much to learn from popular forms and, as the frequent references to the Baedeker suggest, they found much to inspire them there too. And yet, this logic does perhaps explain why some thought it important to distinguish between Baedeker-learning and modernist 5 expertise in those areas where they thought to compete with the guidebook.
Denigrating the guidebook (or the straw-man that is the Baedeker-schooled expert) becomes a means of establishing one's own credentials or of reminding readers that travel writing is itself a branch of literature not to be confused with, far less exchanged for, the guidebook.
In this article, I focus primarily on self-reflexive comment on the guidebook, which assumes, firstly, that the form is a variation on the travel essay or the work of fiction and that, secondly, as a consequence of this fact it falls to the essayist or the novelist to situate her own literary expertise in relation to that on offer in the Baedeker. The questions asked of the guidebook in this context frequently demand much more of this genre than mundane facts and speak equally to anxieties about what literature is (if it is still anything at all) as to whether the guidebook is fit to join its ranks. What kind and quality of writing is on offer in the guidebook? What are the aesthetic criteria against which it tests the monuments and art works discussed? Does the guidebook's preference for the beautiful and the picturesque lag behind contemporary standards of aesthetic judgement? And what does recourse to the guidebook reveal about the taste and education of the reader? Later in the essay, my focus moves to the use that modernists such as Forster, Hemingway and H.D. make of the guidebook in their own fiction. It stands to reason that writers who were keen readers of guidebooks would find there a readily available source of information about the foreign cities and landscapes described in their books. But some of them found a methodology there too, a new kind of language and style as well as new approaches to writing space and time. In some ways, the effort that these writers put 6 into answering to and for the guidebook seems unnecessary-after all, it would take a particularly indiscriminate reader to mistake the content of a guidebook for that of a novel or a travel essay. But the point of this investment may not merely have been to safeguard a self-evident distinction between the literary and the informational. The modernist argument with the guidebook serves in part to produce the difference it sometimes claims is under threat of disappearance. In other words, the aim is less to challenge the perceived cultural hegemony of the guidebook than to establish exactly what the reader gets in the way of instruction and pleasure from reading travel novels and essays that he/she cannot get from reading Baedeker, Murray or Michelin.
Anglo-American modernism shared its most celebrated years (the 1920s and '30s) with what has sometimes been called the golden and "final age" of travel writing (Fussell 1980, 50-64) . The historical moment is not all, however, these genres have in common. Since Fredric Jameson's classic essay, "Modernism and Imperialism", modernism has been widely understood as a colonial literature exhibiting some of the same formal characteristics (the spatialisation of form and the impulse to totalise) as travel writing and guidebooks (2006) . Recent scholarship has focused more directly on the family resemblances between modernism and travel writing (Carr 2002; Youngs 2010 writers there is frequent argument as to whether this quality belongs naturally to the landscape or whether it is constructed by a viewer trained in the art of composition:
"the picturesque for Knight was not so much an objective quality existing in a scene, but a manner of seeing nature with an eye educated in the compositional principles of seventeenth-century landscape painting". For travel writers who shared this view, the goal was to provide the traveller in search of such prospects with instructions and advice "as to how the picturesque might be identified and stalked" (1991, (6) (7) .
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The aims of the guidebook, at least at its earliest form, were more modest. As Lynne Withey explains in her introduction to the genre, the guidebook's purpose was originally conceived to be the provision of information rather than education, its function to communicate bare facts and practicalities rather than to entertain or offer lessons in the correct means of approach to a scene. By the end of the nineteenth century, however, there had been a gradual expansion in the educational remit of guidebooks. No longer, as they had been in the 1820s, simply "point-by-point descriptions of routes, methods of transport, and accommodation", these new guidebooks were also primers covering local and national history, anthropology and, above all, art history (Withey 1998, 68-9) . J.M. Dent's turn-of-the-century series on medieval towns, for example, was addressed to a reader who saw herself both as tourist and amateur historian. The preface to The Story of Florence promises "a popular history of the Florentine Republic, in such a form as it can also be used as a guidebook". The author claims to have improved on the guidebook-by giving more of the "historical atmosphere of Florence and her monuments than guide-books and catalogues can supply"-even as he admits his debts to the Baedeker as regards "the domain of topography" (Gardner 1900, vii-viii) .
greatest amount of pleasure and instruction from his visit" (Baedeker 1908, v states famously that the aim of poetry was to "teach and delight" (Sidney 1989, 217) .
The Baedeker signals its literariness in other ways too. In the frontismatter of late nineteenth and early twentieth-century Baedekers the editors include an envoi which, although usually found at the end not the beginning of a book, is otherwise true to form in begging a generous reception and gentle correction from its readers. In an early 1890s edition of the guide to Italy, the envoi is misattributed to Chaucer but in later editions it seems to have been subject to a correction of its own and the name of the author is given as Sir Richard Ross:
Go little book, God send thee good passage, And specially let this be thy prayere
Unto them all that thee will read or hear:
Where thou art wrong, after their help to call, Thee to correct in any part or all. (Baedeker 1930) 5
The origins of the envoi are found in the French courtly tradition of troubadour poetry. In the Baedeker, however, it becomes something altogether less aristocratic.
Firstly, it suggests a schoolmaster-like familiarity with the canon of English literature; the language is old-fashioned but would be recognisable to anyone who had read the Oxford Book of Verse. Secondly, its observation of non-standardised spelling, which is more faithful in some editions than others, connotes a touristic as much as an academic sensibility; it chimes with the "Ye Olde Shoppes" encountered by J.B.
Priestley on his 1930s tour of the Cotswolds, one of which, he says, "proudly announced that it had been established in the Nineties" (1949, 58) . And thirdly, as Ezra Pound's inclusion of an "envoi" in "Hugh Selwyn Mauberley" reveals, in modern usage this highly mannered verse, and the world of courtly ritual and convention it invokes, cannot help but sound ironic.
Such ironies make it difficult to gauge the nature of the claims made by and on behalf of the Baedeker to be a means to, and itself a marker of, culture. On the one hand, the guidebook speaks to a long tradition in which art and literature are at once entertaining and improving, and it draws on propaedeutic and aesthetic codes proper to this mode. This is a paternalistic tradition, especially as represented by Sidney and Ross, and it seems curiously fitted to the Baedeker which adopts a fatherly or avuncular tone in addressing its readership, especially those of a "delicate constitution" who are respectfully advised to insist on a room with a Southern aspect and take an extra coat or shawl to wear in "museums, churches, mosques, and other buildings with stone pavement as the air is often very chilly" (Baedeker, 1911, xv) .
On the other hand, the guidebook realises a modern ethos in which anyone can find his or her own way to culture provided, that is, that it is packaged in an accessible way-"popular history in the form of a guidebook" (Gardner 1900, vii suggest below, she used these books as inspiration for her fiction (Smyers 2001) . That modernist authors were keen readers of guidebooks proves little, however, beyond the fact that they were very much men and women of their time. More suggestive of the particular significance of the guidebook is the way these authors frequently condescend to the Baedeker expert even when they have little more than their own
Baedeker-learning on which to rely for information about a place.
The function of the guidebook
The typical Baedeker scene in the modernist novel serves to underline the difference between tourism and the kind of travelling which offers acculturation, individual fulfilment and the kind of transformative experience associated with the pilgrimage.
The distinction is as old as tourism itself, but it gains traction in the late nineteenth and early twentieth centuries from the overlap with other much-discussed cultural divides such as individual/crowd, elite/mass and expert/consumer. As Dean
MacCannell and James Buzard have pointed out, the discovery that one's new experiences as a traveller are the common-or-garden experiences of the crowd that has passed that way before produces "touristic alienation", a sense of belatedness and a determination to find some "saving difference from the mob" (MacCannell 1999, 49, 107; Buzard 1993, 90, 82) . Modernist fiction proves a rich source of examples of 14 "touristic alienation", which, although not so familiar as examples of urban alienation, often serve a similar function: by means of contrast to the tourist crowds, the modernist protagonist is revealed to be a man or woman of enquiring intellect (unlikely, therefore, to be satisfied with the received-view of a place), discerning tastes in art and culture and keen sensitivity to the atmosphere and environment. The kind of man or woman, in other words, who might plausibly see, hear, feel and think to the depth and with the intensity often showcased in the modernist novel. Virginia
Woolf's Jacob's Room, for example, contains a scene at the Acropolis in which Jacob, Baedeker in hand, attempts unsuccessfully to escape the pestering guides, "Ladies with green and white umbrellas" and "Madame Lucien Gravé perched on a block of marble with her kodak". Jacob finds it difficult to reconcile the Greece he discovered at Cambridge with this touristic Greece and is inclined to read the transformation as presaging the fate of another Imperial power: "But then there was the British Empire which was beginning to puzzle him" (1992, 132, 121) . In In these examples, it is the reader of the guidebook rather than the genre itself which is subject to scrutiny; the Baedeker features not on its own merits (or demerits), but rather because it is part of the trappings of tourism. In other scenes of Baedeker reading, however, it is the book itself which seems suspect, especially when judged against its claim to help the traveller find pleasure and instruction. In Ford Madox
Ford's The Good Solider, for example, Dowell wonders whether Leonora's impressive knowledge about foreign cities speaks to her remarkable education or to her ability to rapidly memorise the facts as they appear in Baedeker. The second possibility, Baedeker-learning, is clearly less noteworthy than the first: "Leonora herself always struck me as being remarkably well educated. At any rate, she knew beforehand all that Florence had to tell her. Perhaps she got it up out of Baedeker before Florence was up in the morning" (Ford 1946, 42) .
Ernest Hemingway has reservations about book-learning in general, which crystallise around the guidebook and, more specifically, the phenomenon of "bookvisiting" whenever it threatens to take the place of first-hand witness. The problem surfaces partway through Hemingway's own guidebook, Death in the Afternoon-the book Carlos Baker called his "Baedeker of the bullfight" (1972, 143) . Hemingway interrupts his narrative to explain to his reader how she is and is not supposed to use the guidebook: "There are two sorts of guide books; those that are read before and those that are to be read after and the ones that are to be read after the fact are bound to be incomprehensible to a certain extent before; if the fact is of enough importance of itself" (1932, 53) . Death in the Afternoon seems to combine these two modes;
immediately after issuing this instruction, Hemingway tells his reader that the time has come for her to see a bullfight for herself. To continue reading without having done so would presumably mean missing the fact of the fight itself. Hemingway does not consider that the guidebook might be consulted "on the spot", although this is exactly how Forster tells his reader to use his guidebook to Alexandria (2004, 8) .
Death in the Afternoon with its uncharacteristically decorous prose seems poorly designed for this purpose in any case. As suggested by Hemingway's novel, Across the River and into the Trees, the tourist who reads the guidebook in situ risks mistaking his reading about a place or spectacle for the main event.
In that novel, Hemingway establishes a careful distinction between Baedekerlearning and the kind of expertise hard won through experience and first-hand exposure to the "real thing". Across the River is not one of Hemingway's best-known novels, but together with Fiesta it is one of his most powerful when it comes to the evocation of place. The novel follows an American Colonel on his return to Venice after World War One. There he wanders from the hotel, to the restaurant, to the market and back again, sharing with the locals his impressive knowledge of regional produce and keeping a calculated distance from one of the few other Americans in Venice, a Baedeker-reading journalist. A typical scene takes place in the marketplace where the Colonel demonstrates he is a man with discerning tastes, a man with the ability to tell the difference between a sausage and a sausage:
The Colonel liked to study the spread and high piled cheeses and the great sausages. People at home think mortadella is a sausage, he thought.
Then he said to the woman in the booth, 'Let me try a little of that sausage, please. Only a sliver.'
She cut him a thin, paper thin, slice for him, ferociously, and lovingly, and when the Colonel tasted it, there was the half smokey, blackpepper corned, true flavour of the meat from the hogs that ate the acorns in the mountains. (Hemingway 1994, 139) The passage showcases Hemingway's considerable skill as a food writer. A run of adjectives (sustained by transforming a noun, black-pepper-corn, to an adjective) suggests an escalation of flavour, which culminates in a taste so "true" that it transports the Colonel back to the Alpine forest in which the meat was reared. The words themselves taste good as Hemingway exploits to the full the guttural and fricative pleasures of "shucked" and "brochetto" and the contrasting languor of "opalescent" and "crustacean". Venice offers the Colonel an aesthetic experience of a particularly sensual and embodied kind and, in an extended metaphor surely meant to foreground the point, the market is transformed into a picture gallery: "[The Colonel
proceeded on] looking at the amount of fat on each carcass in the butcher section, as though he were enjoying the Dutch painters […] . A market is the closest thing to a good museum like the Prado or as the Accademia is now, the Colonel thought" (Hemingway 1994, 140-1) . The Colonel is a man of taste, although this should not be taken to mean refinement and connoisseurship, so much as an appetite trained over time to appreciate the very best of the altogether rustic products the region has to offer.
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The contrast with the journalist and his Baedeker could not be more pointed.
The Colonel can barely disguise his scorn for the journalist's "book-visiting" and, specifically, his lack of taste: "He speaks bad Italian assiduously. He goes everywhere in Baedeker, and he has no taste in either food or wine" (Hemingway 1994, 91) .
Taste, which describes here a whole range of attributes from a good appetite (both for sex and food) to a discerning appreciation for art and the artisanal, cannot be booklearned. Further, it seems itself a sign of poor taste to whip out the Baedeker, almost as if it were a gun, at every available opportunity: especially its use of a star-system to mark quality, might mean for the future of criticism. There is, she explains, an inherent slipperiness to language, which she names the "suggestive power of words" (1942, 129) . The test of a good critic is the manner in which she accommodates to this power. A bad critic inevitably tries to arrest language, to pin words down to things and in so doing reproduces in her writing the phenomenon found in the Michelin Guide or the Baedeker. Language becomes a series of one-to-one correspondences and the art of criticism is by these means reduced to 'a handful of stars':
Baedeker carries the sign language still further into the sublime realms of art. When he wishes to say that a picture is good, he uses one star; if very good, two stars; when, in his opinion, it is a work of transcendent genius, three black stars shine on the page, and that is all. So with a handful of stars and daggers the whole of art criticism, the whole of literary criticism could be reduced to the size of a sixpenny bit--there are moments when one could wish it. (Woolf 1942, 128) Woolf's argument is a kind of reductio ad absurdum. She assumes that the Baedeker's attempt to rank as much as possible in as little time as possible amounts to a failure to properly evaluate anything at all. And she extrapolates from this the further consequence that all criticism will one day be replaced by a system of stars and icons. The reasoning is, of course, ridiculous and deliberately so. But it does contain an element of truth, both about the project the guidebook inaugurates, and why it should attract criticism from those concerned for the future of literature.
When H.D. turns to the problem of the guidebook she too sees its "sign-post" language as a degradation of less direct, more literary forms of language. In the (Lisle 2006, 30) . As mentioned at the beginning of this article, it is facts which often prove decisive when guidebooks are tested against more conventional branches of literature and found wanting. In Alexandria, however, facts appear altogether less restrictive than is usually assumed to be the case. The problem 23 with Alexandria, Forster explains, is that the modern city is bound to disappoint the traveller acquainted with the romance of its history and reputation. She would be well advised, then, to turn to the past as a means of compensating for the present: "The 'sights' of Alexandria are in themselves not interesting, but they fascinate when we approach them through the past" (2004, 7) . Alexandria is divided into two sections, a
History and a Guide, with a system of cross-references to aid the reader in mapping the history on to the modern city. This structure would seem to get around the problem of bare facts and practicalities by holding them over until the second section of the book. intervenes to remind the reader, too easily charmed by such things, that in reality "it is impossible as well as sacrilegious to be as quick as the Baedeker" (Forster 1959, 20) .
Here Forster suggests that the very things that literary-minded critics deride in the guidebook-economies of scale and time-produce fantastical versions of the world that are "impossible" to find or replicate in reality. The guidebook is revealed to have an unexpected affinity with fiction in that, it too, has special license to play fast and loose with physical and, as the word "sacrilegious" suggests, with metaphysical laws.
Forster's novels recognise the literary potential of the guidebook at the same time, then, as its potential to deceive or misguide (it approximates "fiction" in two senses, being both literature and a false account of the world). Like Woolf, Forster is particularly concerned about the guidebook's cavalier treatment of transcendent things, although in his view it is the genius loci rather than creative genius that receives short shrift at the hands of Baedeker. To travel from A to B too quickly in his novels is to ignore the ambiguous power of the res sacrae, a power whose strength seems to increase in inverse proportion to the amount of space a place is afforded in the book. The much-quoted first line of Passage to India is a case in point. Adela meets her mysterious fate in caves which, if abandoned to the idiom of the guidebook, would hardly figure at all: "Except for the Marabar Caves -and they are twenty miles off -the city of Chandrapore presents nothing extraordinary" (Forster 2005, 5) . A Room with a View offers several comic examples of the same guidebook-induced sacrilege; Lucy looks on with embarrassment, for example, as a family of Catholics accidentally worships at the tomb of Machiavelli (Forster 1978, 41) . Forster is by no means hostile to tourism and its effects. On the contrary, as Andrew Thacker points out, he seems fascinated by the new processes of "spatial production" revealed by modern means of transport and incorporates these processes into the interior space of 25 his novels (2000, (45) (46) 49 what it is that they are striving so hard, and yet still failing, to comprehend:
The guide was saying 'and here ladies and gentlemen in the glass case at the left' (he never varied this formula) 'you have the authentic fragment of the foot, the bit of the hand and the arm and the lost apple.'
How do you know it is an apple, how can you tell it is her hand or her vision that can only be gained with supernatural assistance. These tourists are "without grace" and therefore, for all that they are willing to accept the word of their guide as to the significance of what they are seeing, they have no means of accessing 27 beauty for themselves. In fact, the tourists' very readiness to assent "without bickering" to the guide deepens their predicament because, as Descartes points out, it is impossible to achieve grace by agreeing to arguments in its favour: "If, despite the fact that these doctrines are obscure to him, he is induced to embrace them by fallacious arguments, I make bold to assert that he will not be on that account a true believer, but will instead be committing a sin by not using his reason correctly" (1984, 106) . The tourists cannot see, as Hermione claims to be able to, the flaws in the guide's reasoning: "How do you know it is an apple?" And while it might be possible to justify this failure of reason as a gesture of faith in the religion of beauty, Hermione doubts that such a defence is applicable in this case: "Religion of love of beauty wasn't this thing". In the usual order of things (as seen, for example, in Thomas Baedeker is careful to warn its readers: "Visitors may inspect the works of art even during service, provided they are very quiet and keep aloof from the altar" (Baedeker 1930, xxviii) . Yet, following her blessing, she seems suddenly possessed of a quality of insight and vision which seems altogether worthy of the title of "grace"-"an inner light", which Descartes explains, is "more certain than any light of nature" (1984, 105) . The patriarch himself is seen to have a "special glamour" while Venice itself is (Loy 1997, 87-88) . Loy shifts rapidly from the universal to the particular, from the cosmic to pragmatic, in a manner that is typical of the guidebook; the word "stellectric", for example, collapses the stars into the electric signboard much as the Baedeker slides awkwardly between Pharoahs' tombs and electric lighting in the example I discuss below. Loy's "house of fame" seems calibrated, then, to appeal to a touristic as much as an artistic sensibility. And like the always-belated tourist the artist is likely to be disappointed in her destination.
She has come too late and finds the moon already sullied and marked by the passage of artists before her: "Pocked with personification / the fossil virgin of the skies / waxes and wanes" (Loy 1997, 87-88) .
Whereas for Loy, the Baedeker provides metaphors for art, for H.D. it provides something more substantial: namely, formulae by which the tourist's intuition of the world (a list of prospects and monuments to be seen) might be transformed into a felt sensation of the infinity of the sensible world. I am using
Kantian language here but this experience is not strictly that of Kant's sublime, which as Leask points out has nothing to do with the "spirit of minutiae" found in the guidebook (Kant as quoted in Leask 2000, 41) . Rather, the analogy is with Kant's assumption of a "supersensible power" to the human mind required, in The Critique of Aesthetic Judgement, to explain the human ability to apprehend the sublime. Kant argues that when confronted with an object of particular immensity, the imagination can only fail in its attempt to grasp that object in its totality. The imagination has a mathematical quality, it can go on incrementally, ad infinitum, but it cannot come to rest on a final or finite whole. Reason, by contrast, requires totality and it is therefore by forcing the imagination to accommodate to its demands that it allows us to think the given infinite. As Susan Meld Shell explains, "that the given infinite should be thinkable without contradiction, demands a supersensible power to that effect within the human mind." This power she continues must be felt; the mind "feels expanded
[…] without quite seeing where it is going" (1996, (208) (209) . In H.D.'s less systematic approach, the Baedeker functions like a degraded form of Kant's imagination, gathering up the world incrementally (in the form of the timetable and the itinerary) and seemingly without end. It cannot by itself approximate infinity, which requires the intervention of another faculty within the human mind. H.D. calls this power the "overmind" rather than reason, but its effects are similar: the human mind feels itself expanded beyond the limits of the individual, touching both the edges of other minds at other times and the edges of the infinite (1988, (18) (19) .
In "Secret Name", a short story published as the third part of Palimpsest in The most important tombs (Nos. 6, 8, 9, 11, 16, 17, 35) are lighted up by electricity daily.
In the crypt stands the sandstone Sarcophagus of the king (effectively shown by electric light), containing a mummy-shaped coffin with the body of Amenophis II., wrapped in its shroud and still adorned with garlands. (Baedeker 1914, 285, 97) The observation is not without significance-the lighting of tombs was a new phenomenon in the 1920s and it is, of course, useful to know that a visitor does not need to bring her own source of light. But in "Secret Name" it becomes entirely fatuous. Helen reports the words of an American tourist with heavy irony:
"'Wonderful the lighting of these old tombs with real electricity'" (H. D. 1926, 259) The tourist gaze, so H.D. implies, is all-too-easily misdirected. On other occasions, however, the eclectic nature of the details in Baedeker seems more comfortably accommodated within the novel's own aesthetics. Helen's appreciation of the wonder of the tomb is predicated on a series of awkward transitions between the seeming permanence of the ancient world and the transitory but glittering wonders of the present-day. Thus the gilt decoration of the tomb seems as if it were "laid on yesterday by some skilled quarto-cento craftsman" and the exquisitely etched stars on blue (also mentioned by the Baedeker) are "child's tree ornaments". The episode as a whole concludes with a concentrated image of time in which the Egyptian opal, which Helen feels to be located in her own forehead, opens out into a vista of history with Egyptian opal at one end, the Attic promontory in the middle and "modernity, New
York, Mary Thorpe" at the other (H. D. 1926, 260-261) . This is the climax of Helen's experience in the tomb: a vision, or to return to H.D.'s Overmind, a feeling of the mind's expansion to encompass nothing less than the entirety of human history.
The Baedeker offers further models for how to apprehend objects (and subjects) of great magnitude. As already noted, the guidebook's taste is for minutiae rather than the sublime and it typically conveys size and magnitude through statistics rather than through the impact a building or feature of the landscape is supposed to have on the viewer. On occasion, however, the Baedeker's approach is comparative, suggesting in more or less clichéd fashion how many other large objects could have been contained within the area occupied by a particular landmark. In the guide to
Egypt and the Sudan, for instance, the great hall at Karnak is said to be "spacious enough to accommodate the entire church of Notre Dame at Paris" (Baedeker 1914, 286 ). The image is typically touristic in its frame of reference; it avoids the trap of culturally specific comparisons (that might in the UK, for example, refer to the number of double-decker buses or football pitches which could be fitted into any given space) and instead appeals to the tourist's sense of herself as world citizen.
When incorporated into "Secret Name", however, this formula comes to signify something different. Describing exactly the same monument, the banqueting hall at Karnak, H.D. supplements the reference to Paris with one to Greece: "At her back was that enormous Champ-de-Mars like space in which conceivably one might set up the Parthenon and have space left and over for such tiny exquisite toys as the Erechtheum and the tiny Niké" (1926, 304) . The point here is also "world-citizenship"
but not purely in the touristic sense implied by the Baedeker. The image of the Parthenon dwarfed by Karnak is consonant with a pattern in "Secret Name" in which
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Egypt comes to supplant Greece as the origin of moral conscience and civilization.
H.D. borrows the Baedeker's touristic frame of reference, but then modifies its contents to express her sense of a unified and total culture to which the individual gains access in moments of sudden intuition or revelation.
H.D. discovers in the Baedeker a ready-made mechanics for turning space, global in scale, into form. In the guidebook, the whole world is arranged in horizontal relation as if on a flat plane akin to the map or the itinerary. In "Secret Name" the mechanics are similar but reversed: H.D. works at the edges of guidebook logic to unfold a total space which is felt rather than processed or sequenced and which envelops rather than extending into infinitude (the "given infinite"). This is plausibly the fourth dimension to which Jameson refers in his explanation of the "extra-literary" problem, which produces modernist style. From the metropolis, he points out, it is not possible to glimpse the extent of the colonial system on which the city depends; the global space of imperialism is thus like a "fourth dimension [which] somehow constitutively escapes you". The aesthetic or moral totality seen, for example in Woolf and Forster, is an attempt to compensate for the lack of a complete picture:
"Because in the imperial world system this last [national daily life] is now radically incomplete it must by compensation be formed into a self-subsisting totality" (2006, 158, 163) .
If the guidebook sets a certain standard for creating a "self-subsisting totality" however, it is not always one that modernist writers seem inclined to follow. H.D. and
Forster both observe that in the Baedeker time is reduced to space and that the result is a set of formal effects that have no real-world equivalent. But they give a mixed 35 response to this innovation and, in adapting the Baedeker for their own use, they frequently add the temporal or historical dimension missing from the guidebookeffectively, a vertical axis to cut across the guidebook's flat horizontal plane. As noted earlier, Forster is quick to point out that in Baedeker, and only in Baedeker, is it possible to travel "up eight miles of excellent road into the middle ages" (1959, 20 (Baedeker 1930, 354) . In "Narthex", by contrast, the pigeons are very much time-bound, appearing firstly as a symbol of a crisis overcome and secondly as harbingers of a crisis yet to unfold: H.D. reports that "the tourist word on the street" is that Austrian bombs did not kill a single pigeon in WWI; later, she suggests that the black-shirts in St Mark's Square should be "shooed off like pigeons" (H. D. 1926, 237) . There is an irony here, of course, because the guidebook is required to be immediately responsive to political and historical events, especially in so far as these events impact on the traveller's security or on territorial boundaries. As the editor of the 1930 Handbook to Northern Italy explains, it was necessary after the war to start the guide again from scratch: "the drastic changes that have taken place since the Great War have necessitated a particularly thorough revision with the result that the book has had to be completely rewritten" (Baedeker 1930, v) . In her improvements on the guidebook, however, H.D. brings these drastic
changes into the open and in so doing acknowledges the impossibility of the guidebook's task; the attempt to organise and sequence a space, global in scale, which as Jameson puts it "constitutively escapes you" (2006, 158 Northern Italy: "The objects of the Handbook for Italy, which consists of three volumes, each complete in itself, are to supply the traveller with some information regarding the culture and the art of the people he is about to visit, as well as regarding the natural features of the country to render him as independent as possible of the services of guides and valets-de-place, to protect him against extortion and in every way to aid him in deriving enjoyment and instruction from his tour in one of the most fascinating countries in the world" (Baedeker 1886, v; Baedeker 1892, v 
